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ABSTRACT 
 
The contemporary postcolonial condition has been shaped by the sustained legacies of 
colonial principles of political, cultural and economic hegemony.  These principles continue 
to manifest in different ways because of the complex and often-incompatible transformations 
incurred by globalisation.  Many critical debates have focussed on examining these 
conditions through their broad ideological structures, processes and ramifications.  However 
new postcolonial conditions require new methods of critique to fully grasp the nuances of real 
world, ‘lived’ experiences.  Contemporary artists contribute to this investigation by exploring 
how new global realities situate notions of identity, race, ethnicity, otherness and diaspora 
alongside questions of locality, nationality, and transnationality.  This practice-led research 
project traces the trajectories of these practices and debates to reconsider how creative 
practice can engage with the complex contemporary ‘postcolonial condition’ and 
‘postcolonial subject’.  Informed by Dawn Duncan’s flexible model of postcolonial critique, 
this project aims to creatively and critically examine the complexities, ambiguities and 
ambivalences of this field of inquiry.  Approaching these issues through the lens of my own 
experience as an artist and subject, it results in a body of creative work and a written exegesis. 
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INTRODUCTION 
This research project focuses on the complexities, ambiguities and ambivalences of 
the postcolonial condition and its relationship with contemporary art practice. My 
fascination with this condition comes from a deep desire to understand my own 
postcolonial experiences as an artist and participant in global culture.  My life 
experiences are an important background to this project.  I am of South African 
heritage, specifically Capetonian, and Cape Coloured (mixed race).  However, I was 
born in New Zealand in 1978 after my parents emigrated to escape the oppressive 
Apartheid regime.  Since then my family has moved frequently; I lived in various 
parts of Australia (Tasmania and Queensland) for much of my childhood, as well as 
spent short periods in South Africa (Cape Town) in 1983 and also in London in 2003.  
These diasporic experiences and my racial and cultural hybridity have resulted in an 
ambivalent relationship with the theoretical and lived paradigms of the postcolonial 
condition.  In my art practice I use my personal individuated experiences as the 
conceptual foundations from which to address broader concerns of identity, race, 
ethnicity, Otherness, difference and hegemony, as well as notions of locality, 
nationality, and transnationality.  By working with a range of materials and processes, 
my practice explores the intersections between autobiography, postcolonial theory, 
and the nuances of real world, ‘lived’ experiences in the context of contemporary 
globalisation. 
 
The aim of this practice-led research project is to explore the complex changing 
nature of the postcolonial condition and to look for new ways to understand and 
navigate it through the discursive forms and languages of contemporary art.  These 
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aims are specifically addressed through interrelated theoretical and creative research.  
Both approaches pay attention to the slippages, ambiguities and interconnectedness 
across creative and critical discourses. The dual outcomes of the project are a body of 
creative practice and a written exegetical document; both weighted 50%.  The creative 
practice component consists of visual documentation of creative explorations in 
studio and exhibition contexts1.  Emphasis is placed here on the role of process and 
experimentation as ways of working through the complexities of conceptual, practical 
and formal issues encountered at the intersections of studio practice and postcolonial 
discourse. The exegetical component dovetails with this body of creative work by 
providing a critical interpretation and contextualization of postcolonial theory and 
practice.  
 
This exegesis is structured as a progressive analysis of the changing features of the 
postcolonial condition and its relationship to art practice. Chapter 1 traces the 
historical development of postcolonial studies. It charts the critical and historical 
context that frames the central debates and arguments of this research project, from 
early anti-colonial and liberation writings through to the seminal contributions of 
postcolonial theory.  Chapter 1 pays particular attention to Edward Said’s critique of 
representation, Gayatri Spivak’s analysis of marginalisation and Homi Bhabha’s 
understandings of ambivalence and mimicry.  Chapter 2 examines how these 
foundational postcolonial ideas and methods have been reconsidered in contemporary 
contexts.  This chapter analyses Dawn Duncan’s recent articulations of the 
postcolonial condition, and argues that her flexible model provides a way to navigate 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  This visual documentation can be found in the folio of works and in the CD of images that 
accompanies the document.  	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the complexities and ambiguities of current postcolonial condition.  Chapter 2 then 
examines the intersections between postcolonial studies and contemporary art, with 
particular focus on the arguments proposed by art historians Nicolas Bourriaud and 
Okwui Enwezor.  Chapter 3 then explores how these debates inform and intersect 
with the contextual field of artistic practice that informs the project.  This chapter uses 
the specific examples provided by artists Gordon Bennett and Latifa Echakhch to 
chart the changing ideas and methods in creative responses to postcolonial 
experiences.  In Chapter 4, I present and analyse my own creative work that 
comprises fifty percent of the research project. In this chapter, the experimental, 
hybrid and processual aspects of my studio practice are emphasized as the primary 
means by which I creatively explore the complexities of contemporary postcolonial 
conditions and my own ambivalent personal experiences.  
 
METHODOLOGY 
Practice-led research is the principle methodology of this project.  I identify with 
practice-led research in the sense Roger Dean and Hazel Smith have described it: “as 
a reciprocal relationship between research and creative practice…that provides raised 
awareness of different kinds of knowledge…and an illuminating body of information” 
(2009, 1).  Barbara Bolt too describes the importance of “the dialogical relation 
between making and writing…[that] reveals its own kind of tacit and praxical 
knowledge” (Barrett & Bolt 2010, 31).  The reciprocal and dialogic characteristics of 
this research underscore the specific methodological structure of this project. The 
theoretical, philosophical and conceptual discourses examined in the written exegesis 
have been paramount to driving the experimental, material and formal processes of 
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my creative practice, and vice versa.  Practice-led enquiry is crucial to my research 
because my investigations are conducted within the discursive and conjunctive space 
of both the creative practice and the written exegesis. 
 
These two spaces for research are equally important and complementary. Through 
contextual analysis and theoretical critique, the written exegesis allows me to 
investigate the broad contextual and critical field in which I work.  It helps me gain a 
deeper understanding of the significance of art practice in regards to the production of 
knowledge.  It also allows me to develop in-depth understandings of my own practice 
and provides ways to continue developing it into the future.  Alongside my theoretical 
research, my creative research actively encompasses a range of discursive activities 
including reading, writing, journal entries, critically examination, contextualisation, 
reflection and experimentation.  The overlaps and intersections between discursive 
activities in studio and theoretical contexts are crucial for my methodology. 
 
Importantly, my studio practice also involves a diverse range of materials and 
processes.  I use drawing, sculpture, installation, text and digital image making to 
explore the complexities and contingencies of the postcolonial condition.  These 
diverse and hybrid methods are crucial to my explorations as they reflect my 
diasporic ways of seeing.  In other words, actively using diverse materials and 
methods allows me to deliberately engage with what Kobena Mercer describes as the 
conflation of multiple-view perspectives, and forms of double framing, double vision, 
polymorphousness, double consciousness and polycentric vision (2008, 125).  I also 
use collaboration in my studio practice as a means to enable and amplify spaces of 
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ambiguity.  The contingencies of shared practice help me to illuminate the hybrid 
methods and forms of cross-fertilisation and heterogeneity that reflect my exploration 
of multiple, ambivalent perspectives.  These distinct but interrelated methods are the 
primary ways that I explore my hybrid, ambivalent, ambiguous experiences of the 
postcolonial condition in the context of this practice-led research project.  
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CHAPTER ONE: FOUNDATIONAL POSTCOLONIAL 
THEORIES   
 
Postcolonial studies are a key field of enquiry for this research project.  They inform 
the methodologies and conceptual frameworks for my studio and theoretical research.  
Postcolonial studies provide the analytical tools, the vocabulary and the ‘critical lens’ 
through which I unpack and understand my lived experiences, research materials and 
studio processes.  Much has been done to define this field of enquiry, however it must 
be understood as an evolving discourse, with perpetual re-evaluations to account for 
changing global contexts.   
 
In this section I will trace the emergence and development of postcolonial theory as a 
formalised field of study.  I will first describe how the connections between 
colonialism, modernity and the experiences of colonised peoples have led to the 
emergence of postcolonial discourses. I will then examine how key critical theorists 
such as Edward Said, Homi Bhabha and Gayatri Spivak established the key, ‘classical’ 
observations, descriptions, tenets, arguments, critiques and methodologies of the field.  
This chapter pays special attention to how their contributions established key ideas 
around representation, marginalisation, mimicry and ambivalence.  These concepts 
lay the groundwork for later chapters that examine how postcolonial studies and art 
practices have evolved to respond to contemporary conditions.  
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1.1 Colonial Discourses  
Since the 1970’s postcolonial theory has emerged as a seminal influence in the 
analysis and critique of the hegemonic power structures that were established through 
processes of colonisation (Goldberg & Quayson 2002, xi).  While postcolonial theory 
often draws on a wide range of interconnected disciplines and methods, this 
heterogeneous field of enquiry is characterized by its shared critique of the complex 
effects of colonisation.  By applying theories and methods from semiotics, literary 
studies, philosophy, ethnography, sociology, history and psychoanalysis, postcolonial 
studies have developed a complex mode of cultural analysis that foregrounds issues of 
race, ethnicity, nationhood, empire, migration and cultural production (Venn 2006, 6).   
 
The primary objective of postcolonial studies has been to analyse and critique the 
direct and residual effects of colonialism on colonised people and societies.  While 
processes of territorial expansion have a history that pre-dates modernity, the field of 
postcolonial studies largely focuses on the processes of colonisation that coincided 
with the industrial, economic and intellectual forces of the Enlightenment and 
modernity. These modern forms of colonialism emerged during the sixteenth-century 
as technological advancements enabled a shift from overland and intra-continental 
travel to overseas and inter-continental expansionism.  This kind of expansion was 
largely undertaken by European nation-states such as France, England, Spain, 
Portugal and the Netherlands who established colonies in the newly ‘discovered’ 
lands of Africa, Asia, the Caribbean, the Pacific and the Americas to obtain land, raw 
materials, cheap labour and strategic trade and military positions (Dowding 2011). As 
the numbers and scale of these colonies increased, colonising nation-states established 
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networks or ‘empires’ of outposts through which they further increased and 
consolidated resources, influences and power. 
 
These processes of colonial expansion did more than simply extract goods and wealth 
from colonised countries; they restructured the economies of the latter, drawing them 
into complex power relationships both internally and externally, and entrenched the 
flow of human and natural resources from the colonised to the coloniser (Loomba 
1998, 22). By doing so, colonial empires were able to establish and maintain power 
over their colonies by employing political, military, economic and ideological control.  
At the centre of this relationship were the ideologies and the apparatuses of modernity. 
 
This period of territorial expansion coincided with the rise of scientific methods in 
Western culture, which underpinned the political and ideological strategies of modern 
colonisation.  Within this framework, ideas of progress, purity, essentialism, reason 
and rationality were privileged (Monahan 2011, 159).  These principles relied on clear 
and hierarchical distinctions between categories of phenomena and knowledge.  The 
subsequent taxonomy of human subdivision perpetuated the ideas that white 
propertied males were the epitome of pure reason and rationality, and that women, 
non-whites and the poor were essentially impure and irrational (Monahan 2011, 160).  
Of course, these hierarchies ensured that European civilisations were positioned as the 
primary bearers of knowledge, and therefore also racially and culturally superior to 
the non-European outside. 
 
The hierarchies implicit in such forms of reason and scientific method had significant 
implications for constructions of subjectivity and identity.  As the bearer of civilised 
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values and modernity, the Western ‘self’ was privileged as superior to what was seen 
to be the primitivism of ‘other’ cultures and civilisations (Harris 2012, 369).  Strong 
and lasting binaries were established according to hierarchical relationships between 
coloniser and colonised.  These simple distinctions between scientific and non-
scientific, rational and irrational, metropolis and margin, white and black, civilized 
and primitive, good and evil, beautiful and ugly, human and bestial were central to the 
self-perpetuation of colonial ideologies.  The structure and function of these binaries 
were important in constructing ideological grounds for the impulses to ‘exploit’ and 
to ‘civilize’ (Ashcroft, Griffiths and Tiffin 2007, 20).  These dominant ideological 
frameworks formed the basis of military, political and cultural forms of control over 
the colonised.  They were also used to legitimise acts of structural and subjective 
violence, economic exploitation and domination through means of forced labour and 
the exploitation of resources.  It is in this context of exploitation and the self-
perpetuating effects of colonialism that colonial and postcolonial critiques were 
initiated.    
 
1.2 Anti-colonial and Self-liberation Writings  
The first forms of colonial and postcolonial critique emerged through the anti-colonial 
and self-liberation writings of colonised peoples. These writings would later come to 
serve as important and influential precursors to postcolonial theory.  These early 
critiques were largely dedicated to the struggles for liberation from colonial and 
imperial rule, civil rights and African enfranchisement and liberation.  Two such 
writers, French-Algerian Frantz Fanon and African-American W.E.B. Du Bois, used 
their personal experiences to examine the overt and structural effects of colonialism. 
Fanon sought to analyse the “arsenal of complexes that has been developed by the 
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colonial environment” and argued that the problem of colonialism rests not only in the 
interrelations of particular historical conditions but also in the social psychologies 
produced by these conditions (Bhambra 2003, 17). His focus was primarily on the 
intersubjective sphere, rather than the ‘public sphere’ of military, legal, or economic 
relations between coloniser and colonised in its critique of colonialism (Schwarz & 
Ray 2005, 458). 
 
Like Fanon, Du Bois’ anti-colonial writings addressed the national and international 
impacts of colonialism. With specific reference to the world wars, he argued 
forcefully that, “the world’s ills were derived from colonialism” (Horne and Young 
2001, 40).  By examining the economic roots of racial oppression and the experiences 
of African-Americans, and by finding similarities to those experiences of colonised 
people in Africa and Asia, he began to describe the specific American conditions and 
their relationship to forms of colonialism.  Understanding these specific 
circumstances in the broader contexts of African and Asian struggles allowed Du Bois 
to argue that, “The greatest single question is the ending of colonialism…for unless 
this is done, the world cannot be democratic” (Horne and Young 2001, 41).   
 
1.3 Postcolonial Critiques 
Fanon and Du Bois’ arguments were important starting points for the emergence of 
postcolonial studies.  Key proponents of postcolonial studies include Palestinian-
American literary and cultural theorist Edward Said, Indian literary theorist Gayatri 
Chakravorty Spivak and Indian literary theorist Homi Bhabha. These figures sought 
to build on anti-colonial and self-liberation literature by combining their 
emancipatory themes with the theories and methods of French critical theory and 
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post-structuralism.  Having come from postcolonial and colonial backgrounds, Said, 
Spivak and Bhabha worked to forge connections between various formalised fields of 
academic study and their own experiences of colonial and postcolonial conditions.  
 
Said, Bhabha and Spivak drew heavily on the knowledge and methods of key 
poststructural theorists like Jacques Derrida, Roland Barthes and Michael Foucault.2  
Their poststructural critiques examined the dominant models of identity, knowledge, 
discourse and power perpetuated by Western culture. By critically examining the 
central, privileged position of European thought, these poststructuralists challenged 
assumptions of the relationships between rationalism, representation and realism.  In 
particular, they questioned inherited faith in scientific methods and ideologies of 
progress.  They challenged the structuralist motivations to discern and identify 
universal structures underpinning diverse cultures and human behaviours (Peters 1999, 
1).  In doing so, Derrida, Barthes, Foucault and others contested the assumed 
possibility of a central, universal and objective voice. Instead, they acknowledged the 
multiplicities and ambiguities implicit in all forms of knowledge, representation and 
communication. By doing so, they began to give voice to those who had been 
previously marginalised (Warf 2010).  These key developments enabled postcolonial 
theorists, including contemporaries such as Said, Spivak and Bhabha, to borrow and 
adapt critiques of institution, culture, discourse, representation and signification to 
their own causes.   
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Derrida, Barthes and Foucault developed specific methods of analysis and critical techniques 
(grammatology, anthropology, deconstruction, archeology, genealogy, semanalysis) to critique the 
assumed structures of specific institutions (family, state, prison, clinic, school, factory, armed 
forces, university, even philosophy itself) as well as theorizations of representation and 
communication (“reading”, “writing”, teaching, television, the visual arts, the plastic arts, film, 
and forms of electronic communication) (Peters 1999, 1) 
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An initial aim of postcolonial theory was to establish an “ethical enterprise” that 
articulated the relationship between the extra-textual world of social relations and 
real-life struggles associated with race, power and ethnicity (Goldberg and Quayson 
xii).  Said, Spivak and Bhabha all used methods of deconstruction, destabilization and 
decentering as ways to question colonial culture, discourse and philosophy.  They 
thereby sought to expose the contradictions underlying Eurocentric assumptions and 
assertions, which often relied on reductive logic being applied to complex social and 
cultural conditions.  Their work recognized culture and knowledge as mechanisms for 
exerting power and political subjugation over colonized subjects.  By drawing on 
poststructural theory, Said, Spivak and Bhabha focussed critical attention on the 
hierarchical logic of imperialism whereby binaries of colonizer/colonized, white/black, 
civilized/primitive, advanced/retarded, good/evil, beautiful/ugly, and human/bestial 
were perpetuated as the ideological foundations underpinning the colonial dominance 
over the ‘subjected others’ (Goldberg & Quayson 2002, xii).  It was in response to 
these concerns that Edward Said wrote what is often regarded as the first formalised 
text of postcolonial studies (Bart Moore Gilbert 1997, 34)  
 
1.3.1 Edward Said 
In his pivotal text Orientalism (1978), Edward Said describes the polemical 
relationship between the coloniser and colonised that resulted from ideological 
processes of colonialism. Orientalism explores the intertwined relationship between 
Western representation and knowledge on the one hand, and Western material and 
political power on the other (Bart Moore Gilbert 1997, 34).  By doing so, Said 
exposes the epistemological and cultural basis of colonialism and imperialism.  By 
using methodologies adopted from Foucault, Said exposes the links between 
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discourse and power inherent in the concept of Orientalism.  He describes 
‘Orientalism’ as a body of knowledge created about the ‘Orient’ and its relationship 
with Europe.  He argues that the Orient has been represented as a long standing 
cultural contestant, and therefore also a deep and recurrent example of “Other” (Said 
2003, 2).  As a field of discourse, Orientalism can be thought to comprise all of the 
institutions, vocabulary, scholarship, imagery, doctrines, bureaucracies and colonial 
styles that contribute to broader constructions of the “Orient.”  Said states:  
 
Orientalism can be discussed and analyzed as the corporate 
institution for dealing with the Orient—dealing with it by making 
statements about it, authorizing views of it, describing it, by 
teaching it, settling it, ruling over it: in short, Orientalism as a 
Western style for dominating, restructuring, and having authority 
over the Orient.  (Said 2003, 3) 
 
As such, the Orient can therefore be understood as a European construction that 
serves to epistemologically and ontologically differentiate between the Orient and the 
Occident.  In this binary formulation there are hierarchies of power and domination as 
well as varying degrees of complex hegemony (Ashcroft, Griffiths and Tiffin 2000, 
153).   
 
Through his investigations of institutionalised representations of the Orient and its 
subsequent hierarchical relationship of Occident over the Orient, Said developed a 
pivotal text in the advancement of postcolonial studies.  Indeed, the insights of 
Orientalism and Said’s work more generally influenced notable postcolonial critics 
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such as Gaytri Spivak and Homi Bhabha, who have also been crucial to founding the 
field’s key principles and methods.  
 
Through her large body of critical analysis, Gayatri Spivak has challenged the 
legacies of colonialism with specific attention to the ways Western culture and 
literature have marginalised minority groups.  Like Said, Spivak’s examinations have 
focussed on the ideological and cultural structures of colonialism and their consequent 
material and discursive effects.  Her work has focused largely on the new immigrant, 
the working class, women and the postcolonial subject (Morton 2012, 1).  Where Said 
focused primarily on the systematic and institutionalization of discourse of power of 
colonialism, Spivak’s work has focused primarily on the experiences of colonised 
peoples and their successors in the neo-colonial era (Schwarz and Ray 2005, 452).  
Spivak presents a complex vision of the effects of Western domination by primarily 
challenging the disciplinary conventions of literary criticism and academic philosophy, 
and by focusing on the cultural texts of those people who are often marginalized by 
dominant Western culture. 
 
1.3.2 Gayatri Spivak 
In her seminal text Can the Subaltern Speak? (1988), Spivak critiques the ways in 
which Western cultures investigate other cultures and the inherent ethical issues of 
investigating a different culture based on ‘universal’ concepts and frameworks.  In the 
essay, Spivak argues that Western institutions of knowledge and their dominant 
modes of cultural analysis and representation are deeply implicated in the systematic 
exploitation of the “Third World” (Schwarz & Ray 2005, 453).  Spivak claims that 
through Western intellectuals (in particular Foucault and Deleuze), the academy has 
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attempted to ‘speak for’ the subaltern condition rather than allowing them to speak for 
themselves.  She argues that this has resulted in hierarchical class divisions and the 
subsequent ‘silencing’ of the subaltern. 
 
By adapting methods of deconstruction, she has sought to test Derrida’s modes of 
analysis on non-Western cultural problematics and predicaments (Gilbert-Moore 1997, 
82).  Spivak’s critiques complicate the classifications of the non-Western Other by 
breaking down the collective classifications of the subaltern in order to promote new 
spaces for heterogeneity.  Spivak does this through the specific case study of the 
subaltern, a term appropriated and reformulated from Antonio Gramsci (Gilbert-
Moore 1997, 82).  While Gramsci originally used the term to describe European 
subordinate or marginalised groups in relation to class positions, Spivak uses the term 
to encompass a broader spectrum of experiences.  She pays particular attention to the 
Third World, as well as prisoners, women, unorganised peasant labour, subsistence 
farmers, tribal communities and places of unemployed on the streets or in the 
countryside (Spivak 1988, 84). For Spivak, the subaltern is a way to consider the lived 
experiences of these marginalised people. 
 
Spivak focuses specifically on subaltern women, who she sees as most problematic in 
the ways they are represented.  She states, “clearly, if you are poor, black and female 
you get it in three ways” (Spivak 1988, 90).  Spivak examines the example the Hindu 
tradition of Sati: the Hindu funeral tradition in which the widow performs self-
immolation.  Spivak borrows methodological strategies from Freud to describe the 
problematic ways that Western academia and intellectualism have taken on roles of 
“speaking for the subaltern” (Gilbert-Moore 1997, 79).  She suggests that this specific 
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case is an problematic example of “White men saving brown women from brown men” 
(Spivak 1988, 92).  She points out that such models of research perpetuate colonial 
ideologies, and have little to do with the ‘reality’ of the territories in question.  This is 
particular pertinent when defining the Other as a subject and considering it as the 
object of study (Gilbert-Moore 1997, 79).    
 
Through these examples, Spivak paved new ground for the field of postcolonial 
studies and opened up critical discussions of the postcolonial subject.  In particular, 
her use of the term ‘subaltern’ provided new descriptions and definitions of 
postcolonial experiences that accounted for the complexities of postcolonial 
experiences in relation to debates about feminism, representation, and distinctions 
between First and Third World feminisms.  Crucially, by applying the methods of 
Western philosophy through the lens of her own postcolonial experiences, she has 
been able to give voice to the marginalised.  Furthermore,  Spivak moves beyond 
conceptions of a unified colonised subject to highlight the heterogeneity of subjective 
experiences and identities.   
 
1.3.3 Homi Bhabha  
Like Spivak, Homi Bhabha’s work has focussed on specific groups that were 
marginalised in the processes of colonialism.  Bhabha’s key contributions to the field 
of postcolonial theory have been his investigations of methods that actively resist the 
effects of cultural dominance imposed by colonialism.  In doing so, Bhabha has 
developed methods of agency for the subaltern and extended the postcolonial 
discourse to critique issues of neo-colonialism, race, ethnicity and migration (Gilbert-
Moore 1997, 114).   
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Influenced by Frantz Fanon, Sigmond Freud and Jacques Lacan, Bhabha has offered 
crucial insights into the psychological and social organisation of colonial constructs.  
In his book the Location of Culture (1994) Bhabha seeks to destabilise the complicit 
and interdependent relationship between the ‘autonomous’ coloniser and the 
‘subjugated’ colonised.  For Bhabha the relationship between the coloniser and 
colonised is even more complex, nuanced and politically ambiguous than presented in 
Said’s Orientalism and Fanon’s The Wretched of the Earth (Schwarz & Ray 2005, 
457).  In Location of Culture, he pays particular attention to colonial and postcolonial 
applications of mimicry.  For Bhabha, mimicry is important because it bears witness 
to ambivalent relationships between colonizer and colonized; specifically when the 
colonized subject mimics the colonizer by adopting the colonizer’s cultural habits, 
assumptions, institutions and values (Ashcroft, Griffiths and Tiffin 2007, 125). 
Bhabha argues that such forms of mimicry have been elusive but effective strategies 
in perpetuating colonial systems of representation, knowledge and illegitimate 
exercise of power (2012, 123).  Thus, he understands mimicry as a colonial strategy to 
create normalised, comprehendible versions of colonised subjects that are 
recognisable as Other, but subjects of difference that are almost the same, but not 
quite (Bhabha 2012, 122). 
 
However, Bhabha explains that the ‘but not quite’ of mimicry is also potentially 
problematic for the coloniser because it indicates the underlying indeterminacies, 
contradictions and slippages of imperialism (Bhabha 2012, 122).  Bhabha explains 
that the relationship between coloniser and colonised subject can therefore be 
understood as ambivalent because it simultaneously combines ‘attraction’ and 
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‘repulsion’, ‘complicity’ and ‘resistance’, ‘exploitative’ and ‘nurturing’ as fluctuating 
forces within colonial hierarchies and relationships (Ashcroft, Griffiths & Tiffin 10).  
Bhabha proposes that while these forms of ambivalence perpetuate the authority of 
colonial domination, they can also, paradoxically, provide means for its critique.  In 
other words, where, 
 
colonial discourse encouraged the colonised to mimic their cultural 
habits, assumptions, values and traits… the result would be a 
‘blurred copy’ of the coloniser that could often assume the form of 
‘mockery’ that locates the point of ambivalence within colonial 
authority and dominance (Ashcroft, Griffith & Tiffin 2005, 123) 
 
Such representations provide colonised people with forms of inauthenticity and 
caricature that can be redeployed to subvert and rupture the supposed purity, 
normality and authority of colonial discourse (Bhabha 2012, 123).  Bhabha extends 
these ideas through his use of the term ‘hybridity’ in later texts to expand his analyses 
to migrant experiences, cross-cultural experiences and the various challenges of 
assimilative ideologies (Schwarz and Ray 2005, 457).  Bhabha argues that cultural 
identity always emerges in these kinds of contradictory and ambivalent spaces 
between cultures.  Therefore, according to Bhabha, claims to hierarchies of cultural 
‘purity’ are untenable (Ashcroft, Griffith & Tiffin 2005, 108).  Bhabha’s examination 
of this ambivalent construction of cultural identity helps overcome tendencies to view 
cultural diversity as exotic, and instead favours recognising and empowering forms of 
hybridity from which cultural difference may operate (Ashcroft, Griffith & Tiffin 
2005, 108).  In his pivotal discussions of these interrelated concepts, Bhabha has 
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highlighted mimicry, ambivalence and hybridity as strategies to ‘decentre’ positions 
of power, not simply through the reversal or illumination of binaries, but through 
strategies that intercept and disrupt culturally dominant forms of representation in 
more subtle and complex ways.  
 
Through their critical investigations into the ideologies and structures of colonialism, 
Said, Spivak and Bhabha provided the first practical and material accounts dealing 
with the complex experiences of colonised peoples and cultures.  This ‘first wave’ of 
postcolonial theory also cleared significant ground for further studies of the diverse 
experiences of specific colonial conditions around the world.  They established key 
ideas and strategies for postcolonial critique that broke with established structuralist 
and reductivist strategies. By doing so, they challenged dominant assumptions and 
assertions embedded through processes of colonization.  Thus, through Said’s 
critiques of representation, Spivak’s analysis of marginalisation and Bhabha’s 
strategies of hybridity, ambivalence and mimicry these key figures revealed and 
disrupted existing binary relations and revealed the fundamental contradictions of 
prevailing systems of colonialism (Ashcroft, Griffiths & Tiffin 2007, 20).  This first 
wave of postcolonial critique also enabled new forms of critique to be established; 
forms that could more fully embrace the diversity and broad scope of postcolonial 
issues.     
.     
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CHAPTER TWO: CONTEMPORARY POSTCOLONIAL 
THEORY AND ART 
 
2.1 Current Global Realities  
One of the most important aspects of the work done by Said, Spivak and Bhabha has 
been to illuminate the range of ‘hard’ and ‘soft’ forms of colonialism, marginalisation 
and domination.  By exposing the ‘hard’ forms of overt military and economic 
domination on the one hand, and ‘softer’ forms of representation, ideology and 
cultural imperialism on the other, first wave postcolonial critics provided insights into 
the persistent and perpetuating characteristics of colonialism.  In opposition to these 
effects, they sought to promote multiple perspectives that give voice to those 
marginalised by colonialism.  
 
In recent times, the challenge for postcolonial theory has been to build on the legacies 
of these critiques by responding directly to the ways postcolonial conditions have 
been reconfigured according to the various forces of contemporary globalisation.  
This has necessitated new articulations of postcolonial experiences that account for 
the diversities, nuances, incongruities and contradictions of changing forms of 
geopolitical and socio-cultural interconnectedness.  The large-scale emergence, 
expansion and dissemination of capitalist economic systems have had profound 
implications for the political and ideological paradigms established through 
colonialism (Xie 2009, 8).  While globalisation primarily stems from the economic 
transactions of goods and services, the migration and movement of people, as well as 
the representation and dissemination of knowledge have also been significantly 
affected (International Monetary Fund 2002).  The global effects of capitalism have 
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therefore come to encompass all facets of a wide-range of interconnected societies 
and cultures.  Where the flow of goods and services were once visible in the 
relationship between coloniser and colonised, the dissolution of these rigid 
relationships, the rise of alternative economic powers such as China and India,3 and 
the increasing digital networking of information have made these conditions 
increasingly complex.4  Far from completely overthrowing older colonial hierarchies, 
these changes have led to new material and ideological tensions as well as social 
inequities that can be understood as continuations of older forms of colonialism.    
 
As an ongoing field of inquiry, postcolonial studies have therefore sought to connect 
the material, socio-cultural and ideological implications of globalisation with new 
manifestations of colonialism (Venn 2006, 7).  This has involved translating older 
relationships between coloniser and colonised to understand other hierarchical 
distinctions such as those between north and south, West and non-West, included and 
excluded, and core and periphery.  One example of inequity is evident in the uneven 
access to the benefits of globalisation whereby less developed states struggle to 
compete with developed states because of deficient economic means (Glenn 2012, 16).  
The result has been the creation of new hegemonic power relations and forms of 
dominance from the centre, as described by Gerardo Mosquera: 	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  3	  The rise of China and India are also related to broader geo-political conditions, such as the end 
of the Cold war and the resulting decline in military and ideological tensions in communist bloc 
countries of Eastern Europe (Krishna 2009, 2).  These forces and others have enabled the 
accelerated spread of free-market based capitalist systems and ideologies. 	  4	  Institutions and dispotifs such as the United Nations and the World Bank, transnational 
corporations like Toshiba and Exonn, and events such as the World Cup and the Olympic Games, 
are all forms that help manifest the increasing global interconnectedness of contemporary 
international affairs (Venn 2006, 185). 	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the word ‘globalization’ may evoke the idea of a planet in which all 
points happen to be interconnected in a web-like network, in actual 
fact connections occur inside a radial and hegemonic pattern around 
the centres of power, while the peripheral countries tend to remain 
disconnected from one another, or are only connected indirectly via 
and under the control of the centres. (Slater 1998, 651) 
 
In other words, hegemonic power continues to reside in economically developed 
nations because they can set the standards and constitute the models against which 
others are evaluated (Krishna 2009, 4). The apparent ‘universality’ of capitalist 
economic systems, and their accompanying political policies and laws have also 
perpetuated older hierarchies by shifting concepts of national sovereignty and 
political and economic autonomy.  As processes of global economic integration 
advance, social and political disintegration have become accentuated (Slater 1998, 
649).   
 
These processes of globalisation have also impacted the changing compositions of 
nations and their populations.  Transnational migration and diasporic communities 
have been established as people seek opportunities for economic improvement, secure 
living environments and escape from persecution.  The increased flow of people 
between countries has significantly impacted the makeup of societies around the 
world.  Many societies have become increasingly cross-cultural, pluralistic, hybrid, 
and heterogeneous: a distinct marker of the ‘global contemporary condition’.  This 
has demanded new considerations of what is ‘included’ and ‘excluded’ by deprivation 
of legal and political status and those of ‘fractured identities’ (Xie 2009, 7). 
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Judith Butler has defined the excluded as those who “have fallen outside the ‘human’ 
as it has been naturalized in its ‘Western’ mould by the contemporary workings of 
humanism” (2006, 32).  Understanding this notion of the excluded in relation to 
Western norms helps to articulate how ideological tensions and racial and religious 
conflicts continue to emerge in a globalised world.  Recent manifestations of this are 
exemplified in the events of September 11 and the subsequent global war on terror, as 
well as the homogenization of diverse cultures through their Westernisation, and the 
economic exploitation of people and the natural environment (Xie 1998, 7).  These 
complex conditions can be understood as extensions and adaptations of older forms of 
colonialism.  Couze Venn describes them as “more insidious and totalising than 
previous forms…[because they impact] every sphere of life, including temporalities 
of the lived experience, and leaves no space for alternatives” (2006, 2).  In the context 
of these concerns and challenges, new methods of critique have been considered.   
        
The oppositional models used to critique colonial structures must now become more 
malleable to respond to what Zygmunt Bauman describes as the 'fluid' or 'liquid' 
characteristics of the present (1999, 2).  Indeed, Sankaran Krishna argues that if 
globalisation is the reigning or hegemonic ideology in the world today, 
postcolonialism, at its best, can constitute one of its main adversaries and forms of 
resistance (2009, 2).  To undertake this task would be to continue what Ania Loomba 
calls the ‘historical conscience’ of postcolonial studies (2006, 15).  It is necessary 
therefore to move beyond a monocular view of nation-based hegemony as the only 
form of neo-colonialism (Loomba 2006a, 15), and to reconsider the ‘West-rest’ binary 
and other Eurocentric legacies.  This can be achieved by undertaking and analysing 
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interdisciplinary practices that broaden the scope of postcolonial studies to connect 
fields as varied as environmentalism, transnationalism, economics and politics 
(Ashcroft, Griffiths and Tiffin 2000, vii), as well as the anti-hegemonic discourses of 
feminism, sexuality and disability studies (Goldberg and Quayson 2002, 12).  These 
kinds of interdisciplinarity can allow informed and complex critiques of the 
contemporary postcolonial condition and its relationship with globalisation to emerge.   
 
2.2 Dawn Duncan  
One model that is particularly useful for navigating the complexities of global societal 
realities is Dawn Duncan’s model that attempts to account for the slippages that occur 
in the current postcolonial condition (Duncan 2004, 2).  While the foundational 
definitions of postcolonial theory have been paramount to laying the practical and 
material groundwork for the field, new modes of critique like Duncan’s are crucial for 
understanding current realities.  New methods and definitions of the postcolonial 
subject and the postcolonial condition can form the basis of ways to navigate the 
complexities and diversities of the global era.  It is with this aim that Duncan has 
developed her model of the postcolonial condition in the context of current global 
realties.    
 
Duncan’s model encompasses a broad range of colonial and neo-colonial 
experiences and identities.  She describes the current postcolonial field as 
being in a state of “identity crisis” (Duncan 2002, 1).  She suggests that 
postcolonial studies risk being consigned to either a rigid colonial mindset that 
perpetuates distinctions such as First World and Third World, or an 
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‘incoherent’ academic discipline whose debates are simultaneously about 
everything and nothing (Goldberg and Quayson 2002, 320).  Duncan warns 
against the dangers of too easily accepting existing definitions of postcolonial 
conditions that continue to focus on the experiences of non-European cultures 
that were once colonized by white Europeans.  She argues that this narrow 
focus only reiterates the essentialist colonial structures of ‘continentalisation’ 
and ‘colorisation’ (or ‘place’ and ‘race’ distinctions). These ultimately fail to 
give voice to people and cultures that do not neatly fit into these classifications.  
It also limits assumptions about who has the right to contribute to postcolonial 
debates (Goldberg and Quayson 2002, 321).  As one set of examples, Duncan 
discusses how the rigidity of postcolonial debates risk failing to account for the 
colonial expansion of countries such as China (into Tibet) and Japan (into 
Korea) as well as the British colonization of Ireland (Duncan 2002, 2). 
 
The key issue is the legitimacy of seeing certain regions, periods, socio-
political formations and cultural practices as ‘genuinely’ postcolonial, and 
others as not (Goldberg & Quayson 2002, 320).  Duncan’s aim is to develop a 
model of critique that includes all people who have lived under colonial 
constructs and who have emerged from a postcolonial condition.  In the current 
context of globalization, the conditions of the postcolonial subject therefore 
require understandings of multiplicity — multiple perspectives and multiple 
voices — to be included in the postcolonial dialogue.  The chief concern is to 
understand and manifest forms of identity that are not prescribed by the 
colonizer and older distinctions established through ‘hard’ and ‘soft’ forms of 
colonisation (Goldberg & Quayson 2002, 326).  In response, Duncan has 
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developed a three-strand model that provides a flexible foundation for 
understanding the unconventional intersections and slippages between existing 
categories.  The three strands seek to account for the ontological, the 
contextual and the textual aspects of the contemporary postcolonial condition 
(Duncan 2002, 2).   
 
The ontological strand of Duncan’s model addresses the complex relationship 
between postcolonial constructions of identity and questions concerning the nature of 
being.  While other kinds of identity might also be considered a complex combination 
of personal experience, historical circumstance and cultural background (Castells 
2006, 62), the postcolonial subject raises additional questions of subjugation and 
otherness, as well as, in the global era, transnational migration and diasporic 
experiences.  Duncan seeks to incorporate these perspectives “with a ferocity of need 
and complexity of depth” in the postcolonial context (Goldberg & Quayson 2002, 
328). 
 
This relates to her second strand, the contextual, which more conventionally describes 
the cultural circumstances in which people are socio-politically situated.  She explains 
that the historical and geographical contexts of power imbalances are crucial to 
individuated forms of identity.  Because of this, there is always a two-part conflict of 
identity between oppositional and complicit forms of postcolonial subjectivity 
(Goldberg & Quayson 2002, 328).  This description is of utmost importance in the 
current global context because it more fully accommodates complex diasporic 
experiences of simultaneously belonging and not belonging.  Furthermore, it accounts 
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for the experiences of disenfranchised, dispossessed and dislocated immigrants and 
refugees that continue to be caught in hierarchical relationships of power and 
hegemony. 
 
Duncan’s final strand, the textual, is perhaps the most important because it describes 
the forms of ‘storytelling’ that emerge from attempts to represent these complex 
experiences.  Duncan explains that because postcolonial stories are always at least 
three-sided – the native history, the state construct and the individual –  they are 
always layered and constructed of fragments (Goldberg & Quayson 2002, 329).  The 
fragmentation and layering of Duncan’s textual dimension are particularly important 
when considering diverse modes of representation, especially in contemporary art 
contexts.  This is because fragmentation and layering are indicative of and 
complimentary to the heterogeneous and dialogic nature of art practices today.  As I 
will discuss in following chapters, in contemporary art practices the sites of 
production are often characterised by simultaneity and discontinuity, as well as 
overlapping narratives about locality and globality (Enwezor 2009, 31).  In this sense, 
while artists may not directly use storytelling as a strategy in their artworks, their 
formal and conceptual methods of evocation, allusion, and allegory are often 
contiguous with the fragmentations and multiple layering of postcolonial experiences.  
Duncan’s understanding of the textual dimension of representation helps to articulate 
the complexities and possibilities of representing multiplicitous and ambivalent 
subjectivities, identities and experiences in the context of contemporary art practices. 
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Duncan’s model provides a foundation for dealing with the complex 
individuated experiences of the contemporary postcolonial condition.  Her 
three-strand construct is flexible enough to adjust to the shifting 
conditions of global realities, yet at the same time it also provides a 
structure with enough integrity for participants and scholars to share their 
diverse experiences through (Goldberg & Quayson 2002, 321).  This 
model is a key foundation that informs the creative and critical 
explorations in the context of the research project.  The interconnections 
between the socio-political, cultural, and self-reflexive dimensions of 
personal experience are crucial to this project.  Duncan primarily uses her 
model for critiquing literature and for providing the foundation from 
which to tell stories from the postcolonial individuated experience.  As 
Duncan states:  
 
the importance of telling stories has been recognized in the attempts 
to forge peace and community, such as during the Truth and 
Reconciliation Hearings in South Africa.  Indeed, as a literature 
professor in the field, I find the role of literature particularly 
applicable to both Postcolonial and Peace Studies. Personal stories 
humanize the history. As feminists taught us years ago, the personal 
is indeed political. (2002, 3) 
 
These ideas resonate strongly with my aims for this research project.  While I do not 
use Duncan’s model to examine literary forms of storytelling, it informs the way I 
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think about communication and representation in my studio practice.  Using this 
model enables me to explore the convergences of my own cross-cultural, racial 
heritage and identity (ontological), my diasporic experiences (contextual) and the 
methods and processes I use to construct, communicate and articulate my artworks 
and communicative experiences (textual).  I am especially interested in the slippages, 
fragmentations and layerings that occur where the strands of Duncan’s model overlap 
and intersect.  These intersections are where forms of ambivalence and ‘grey areas’ 
are most prominent, and this is the area from which I work in the studio.  
Approaching my own postcolonial experiences in this way helps me to locate these 
points of ambivalence and ambiguity, and to actively translate my own fragmented 
experiences that cannot otherwise be easily classified or categorized.    
 
2.3 Contemporary Art Theory and Postcolonial Discourse 
The changes in postcolonial conditions have also informed the ecology of 
contemporary art, it has led to new configurations of art markets, art fairs, 
biennials/triennials, museum practices, as well as creative, curatorial and theoretical 
responses to global contexts and conditions.  There have been many intersections 
between the critical theories discussed previously and practices and theories of 
contemporary art.  Indeed, these issues have become increasingly important in 
‘mainstream’ contemporary art discourse.  In this section I will discuss two theoretical 
positions in that connect postcolonial conditions with contemporary art; firstly 
through the work of Nicolas Bourriaud, with specific focus on his book The Radicant, 
and secondly Okwui Enwezor’s various essays on the relationship between 
postcolonial discourse and contemporary art.  Both Bourriaud and Enwezor provide 
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useful insights into how recent shifts in global culture have influenced contemporary 
art practices. 
 
2.3.1 Nicolas Bourriaud 
Bourriaud has most notably addressed the intersections between globalisation and art 
through his book The Radicant (2009),  and through his curating of the fourth Tate 
Britain Triennial (2009), which he titled Altermodern.  Through these mechanisms, 
Bourriaud has proposed the term Altermodernity as a way to frame contemporary art’s 
response to the cultural implications of globalisation.  In The Radicant, Bourriaud 
argues that the beginning of the twenty-first century is an important time to 
reconfigure understandings of the ‘modern’ with specific attention to context in which 
we are currently living (Bourriaud 2009a, 15).  He suggests that postmodernism is no 
longer an adequate paradigm through which to understand art making in a globalised 
era.  He argues that discussions around the impacts of globalisation have focussed 
primarily on the sociological, economic and political factors, while the cultural 
impacts — specifically aesthetics — have had little consideration (Bourriaud 2009a, 
7).  Thus, while there are extensive writings on modernist and postmodernist cultural 
concerns, Bourriaud attempts to develop a new method of analysis to describe the 
current globalised cultural conditions of contemporary art.   
 
Bourriaud’s term ‘Altermodern’ describes the current context as a distinct period that 
follows on from modernity and postmodernity, which he describes as being “out-
dated” (Bourriaud 2009a, 12).  He describes modernity as primarily a Western 
cultural phenomenon, and that its underlying modes of humanism and universalism 
are outmoded.  In his formulation, “modernizing” has come to stand in for reducing 
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cultural and social reality to Western formats (Bourriaud 2009a, 19).  In art historical 
terms, this modernizing impulse can be witnessed in the institutional exclusion of 
non-Western artists from dominant debates, and in the appropriation of ‘exotic’ and 
‘primitive’ figures and materials in Modern European art (Bourriaud 2009a, 27).  
Furthermore, Bourriaud suggests that postmodernism has been reactionary in 
replacing the abstract and theoretical universalisms of modernism with other forms of 
totalisation (Bourriaud 2009a, 36).  He contests that while postmodernism has sought 
to embrace multiculturalism and cultural diversity, it has only resulted in a basic 
“recognition” or “respect” of the Other that masks much of the complexities of 
multiculturalist ideologies (Bourriaud 2009a, 13).  Through the idea of ‘respect for 
the other’ postmodern aesthetic regimes have contributed to a certain ‘politeness’ and 
tokenism that generates a reverse kind of colonialism (Bourriaud 2009a, 27): a 
fundamental paradox of political correctness.   
 
Bourriaud proposes Altermodernity as a way to understand this new art-historical 
moment.  He argues that his theory knowingly adopts forms of intellectualism from 
Modernism — ones that focus on the present, experimentation, the relative and the 
fluid — but does so in a way that actively includes more global dialogues, innovative 
modes of thought and artistic practices from Africa, Latin America or Asia (Bourriaud 
2009a, 17).  It is important to recognise that this is also an attempt to establish a new 
way of configuring post-colonial debates (Bourriaud 2009b, 12) that rejects rigid 
modernist structures.  Crucially, this involves rethinking the modernist ideas of 
artistic autonomy and universalised conceptions of artistic paradigms (Bourriaud 
2009b, 30).  Therefore, within Bourriaud’s terminology, we should understand that 
‘alter’ stands for multiplicity, difference and “otherness” and that his use of ‘modern’ 
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is a deliberate attempt to draw out historical connections that help form new 
understandings of contemporary conditions.  For Bourriaud, the Altermodern is 
therefore a method of ‘translation’; a way for dealing with issues of globalisation and 
transnationalism that favour pluralistic accounts over cultural homogenisation 
(Bourriaud 2009a, 28).  Bourriaud therefore proposes an understanding of modernism 
that:  
 
goes against cultural standardization and massification on the one 
hand, against nationalisms and cultural relativism on the other, by 
positioning itself within the world cultural gaps, putting translation, 
wandering and culture crossings at the centre of art production. 
(Bourriaud 2009b, 602) 
 
These ideas are valuable in understanding the continually changing dynamics at play 
between postcolonial discourses and art practices.  Bourriaud discusses a range of 
artists that he finds exemplary of these modes of working5.  An artist whose practice 
and artworks have been particularly important for this project is Latifah Echakhch 
who will be discussed in the next chapter.    
 
2.3.2 Okwui Enwezor 
In his essay for the Altermodern exhibition catalogue, curator and writer Okwui 
Enwezor also calls for new critical appraisals of the contemporary moment and its 
relationship to artistic production (Enwezor 2003, 57).  In “Modernity and 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  5	  Artists	  such	  as	  Franz	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Postcolonial Ambivalence” Enwezor addresses this with specific attention to 
Bourriaud’s Altermodern curatorial project, which he describes as advocating a non-
universal understanding of modernity (Enwezor 2009, 29).  In this way, Enwezor 
suggests that the Altermodern project helps conceptualise shifts in recent art in 
relation to the mobilization of new localities of production that are off-center, 
multifocal, multilocal, heterotemporal and alternative from those where contemporary 
art is often organised and convened (Enwezor 2009, 31). 
 
Enwezor pre-empts these arguments in his earlier essay “The Postcolonial 
Constellation: Contemporary Art in a State of Permanent Transition” (2003).  In this 
essay he focuses on the complexities informing the production, dissemination, 
reception and institutionalisation of contemporary art in the specific context and 
geopolitical frameworks of globalisation.  Enwezor argues that post-imperial 
transformations and transitions are shaping the ethics of subjectivity and creativity 
today (Enwezor 2009, 58).  Furthermore, this has led to reconfigurations of 
relationships between local and global, center and margin, nation-state and individual, 
transnational and diasporic communities, audiences and institutions.  Contemporary 
postcolonial ‘constellations’ are also witnessed in the creolisation of cultures through 
global processes of movement and resettlement (Enwezor 2003, 58).   
 
For Enwezor, these observations are reflected in the dialogic nature of art today 
through the way it prioritises scattered trajectories, multiple temporalities and 
heterogeneous representations of cultural procedures and counter-models (Enwezor 
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2003, 72).  Importantly, these debates bring postcolonial discourses into direct 
conversations with artistic contexts (Enwezor 2003, 58).  Enwezor states that: 
 
what I am trying to foreground here is the fact that the conditions of 
production and reception of contemporary art evince a dramatic 
multiplication of its systems of articulation to the degree that no 
singular judgement could contain all its peculiarities. (Enwezor 
2003, 69).  
 
Thus Enwezor foregrounds the heterogeneous nature of artistic procedures today 
through the emergence of multiplicity, the breakdown of cultural hierarchies, and the 
absence of a singular locus or a limited number if centres (Enwezor 2009, 31).  In 
breaking with modernist and postmodernist tendencies, his major contribution is to 
advocate for nuanced understandings of art practices and their specific relationships 
with thorny issues of place, identity and memory (1998, 34).  Enwezor’s writing has 
been crucial for me in understanding how postcolonial discourse can interpret and 
drive debates about contemporary art’s use of hybridity, ambivalence and 
indeterminacy to examine complex issues of ethnicity, origin and authenticity 
(Enwezor 1998, 32).  This dialogue between postcolonial discourse and contemporary 
art will be further explored in the following chapter using specific art practices as 
examples.     
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CHAPTER THREE: CONTEMPORARY ART APPROACHES 
3.1 Postcolonial Art Practices 
The intersections between the legacies of postcolonial theory and contemporary art 
practice are a crucial aspect of the research and ongoing studio practice.  In this 
chapter I will discuss the artists and artworks that inform and frame my research and 
practice.  Just as my engagement with postcolonial discourse has developed over the 
course of this research project, my examinations of art have also traced a trajectory 
from early, first generation postcolonial concerns through to broader creative 
approaches to the globalised era. 
 
I began this research by examining an array of artists whose postcolonial critiques 
directly questioned colonial binaries and values of cultural purity.  Australian 
Indigenous artists such as Gordon Bennett, Vernon Ah Kee, Richard Bell and Fiona 
Foley have provided important reference points for me in the various ways they have 
highlighted ideas of otherness, identity politics, race, ethnicity, representation and 
specific experiences of displacement, dispossession and dislocation.  These artists 
examine postcolonial issues through their specific experiences as Indigenous 
Australians.  Their works critically and creatively examine the legacies of colonial 
histories and their impacts on the current social, political and cultural circumstances 
of Indigenous Australians.  In doing so, they have offered different angles and 
different perspectives on Aboriginal experiences from those perpetuated by the 
legacies of colonialism (Browning and Radok 2013, 28). 
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My research has also engaged with a range of international artists who similarly focus 
on postcolonial concerns in the context of their home countries.  African-American 
artists Michael Ray Charles, Kara Walker, Glenn Ligon, David Hammons and Fred 
Wilson as well as South African artists Marlene Dumas, Anton Kannemeyer, Jane 
Alexander, Gavin Jantjes and Mary Sibande have all been important sources in this 
regard.  Looking at the works of this eclectic collection of artists has been paramount 
to my research and studio investigations.  They have enabled me to understand the 
pervasiveness of postcolonial concerns across a variety of art practices and sites of 
production.  Furthermore, their works present a range of methods and strategies —
such as appropriation, reappropriation, iconoclasm, pastiche, parody, deconstruction, 
catachresis and direct and oppositional approaches — through which to creatively 
examine postcolonial discourses.  Some of these strategies have been catalysts for my 
own working methods, which I will discuss more in chapter 4. 
 
While I continue to engage and identify with the practices of these Australian 
Indigenous, African-American and South African artists, it has also been important 
for me to consider the works of other artists that resonate with my own diasporic 
experiences of movement and transnationality.  Through the course of this research 
project I have become increasingly interested in art practices that build on the legacies 
of the aforementioned artists by exploring the ambivalence, diversity, multiplicity, 
and heterogeneity of diasporic experiences and subjectivities.  These artists, such as 
Mona Hatoum, Kendell Geers, Odila Donald Odita, Yinka Shonibare, Chris Ofili, 
Angela Ferreira, Katrin Strobel, Olu Ogiube and Latifa Echakhch also reflect what 
Bourriaud describes as ‘Radicant’ modes of creative investigation: 
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To be radicant means setting ones roots in motion, staging them in 
heterogeneous contexts and formats, denying them the power to 
completely define one’s identity, translating ideas, transcoding 
images, transplanting behaviours, exchanging rather than imposing. 
(Bourriaud 2009a, 22) 
 
According to Bourriaud, these emerging modes of art practice use space and time as 
malleable mediums.  In doing so, they create dynamic artworks that embrace forms of 
conglomeration, transition and precariousness (2009a, 79).  Furthermore, they use 
these forms to elicit different narratives that translate their experiences (2009a, 106).  
What interests me most about these artists are the ways they specifically focus on the 
complexities, ambiguities and ambivalences of subjectivity, identity, culture and 
territory in the globalised context, and the ways they specifically address the 
experiences of diaspora, immigration, exile, transnationality and re/dislocation.  Their 
creative critiques often operate through subtle and evocative methods that contrast 
with the oppositional modes of earlier artistic practices.  I find these more nuanced 
approaches increasingly influential to my own studio explorations into the slippages, 
ambiguities and ambivalences of my diasporic and cross-cultural experiences. 
 
In the following sections, I will trace my interests in such art practices through the 
examples of Gordon Bennett and Latifa Echakhch.  Bennett and Echakhch serve here 
as indicative examples of different creative approaches to postcolonial experiences.  
Their works also provide a way for me to articulate how my research has shifted from 
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just looking at ‘first generation’ postcolonial artists, to also examining artists who are 
responding to changing globalised contexts and diasporic experiences.  
 
3.2 Gordon Bennett  
The work of Australian artist Gordon Bennett has been an important reference point 
for the development of my research and practice.  Since the 1980’s Bennett has 
interrogated the foundations of Australia’s colonial past and its associated 
(mis)representations and assertions about Indigenous Australians.  Through what he 
self-identifies as a “postcolonial project” (Gellatly 2009, 97) Bennett has challenged 
the Eurocentric value systems central to colonialism with specific critical focus on the 
roles of language, education and religion in the subjugation of Indigenous Australian 
peoples.  His creative strategies of appropriation, pastiche, text, bricolage and collage 
are reflective of first generation postcolonial artistic critiques in the ways they draw 
attention to the conflicts and contradictions that manifest through postcolonial 
conditions and representations. 
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This figure is not available online. Please consult the hardcopy thesis available from the QUT 
Library. 
 
 
 
Figure 1: Gordon Bennett, Self Portrait (But I Always Wanted to be One of the Good 
Guys) (1990) 
 
A work that is exemplary of this is Self Portrait (But I Always Wanted to be one of the 
Good Guys) (1990).  In this work, Bennett focuses on specific forms of socialisation 
and culturalisation that impact postcolonial identity and otherness.  The work is a 
painted diptych that contains the bold text, “I AM” (the I in the left panel and AM in 
the right). The letter “I” is comprised of an image of Bennett as a child dressed in a 
cowboy costume.  At the bottom of the panel are the words “I AM LIGHT” and “I 
AM DARK”, while at the top are appropriated historical or anthropological images of 
Indigenous people engaged in daily activities.  The “AM” lettering is also made up of 
images: a battle scene between American ‘Cowboys and Indians’. 
 
Of particular importance in this work is Bennett’s exploration and problematisation of 
identity.  In this work, Bennet reflects the concerns of foundational postcolonial art 
and theory by exploring the binaries, classifications, stereotypes and representations 
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of identity (Foster et al 2004, 618).  In Self Portrait Bennett directly presents binary 
oppositions through overt visual strategies.  He presents conceptual oppositions 
between black and white, good and bad, light and dark, Indigenous peoples 
(primitives) and settlers (civilised), Aboriginal dot painting (within the white sections 
of the painting) and anthropological imagery “Cowboys and Indians”.  By doing so, 
he exposes and challenges the culturally constructed nature of these binary 
relationships.  By placing a self-portrait at the centre of these binaries, he highlights 
his ambivalent position of being of both European and Aboriginal backgrounds and of 
being simultaneously racially ‘light’ and ‘dark’.  On the one hand, Bennett expresses 
certain conflicts of hybridity, but on the other, he uses his own hybridity as a 
subversive strategy, in the sense Homi Bhabha would describe, to avoid conventional 
ideas of identity as ‘fixed’ and ‘pure’ (Jones 2006, 457).   
 
Bennett’s use of autobiography and pathos are central to the creative and critical 
strategies in this work.  His use of self-portraiture as the prevailing genre or motif 
allows him to personalise and materialise implicit forms of colonial racism.  By using 
himself as a subject in the work, he encourages viewers to recognise the constructed 
nature of binary classifications and promotes an empathetic and sympathetic reading. 
 
Bennett’s use of postmodern and postcolonial methods of appropriation, pastiche and 
catachresis are also important to recognise in the context of this research project.  By 
employing these techniques, he both decontextualises and recontextualises 
appropriated imagery to destabilise and alter their meanings.  Bennett uses 
appropriation and pastiche to directly contrast the conventionally understood 
meanings and functions of texts and images.  In doing so, he questions notions of 
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originality and authenticity.  Self Portrait juxtaposes references from school books 
and art history; with specific reference to New Zealand artist Colin McCahon’s work 
Victory Over Death 2 (1970).  The words I AM are also used in McCahon’s painting 
to engage with intersecting questions of faith, religion, Maori discourses, 
environmental concerns, and the visual languages of modernist abstraction.  Bennett’s 
assertive phrasing – I AM, as opposed to AM I? – also echoes the civil rights anthem 
by Reverend William H. Borders, Sr “I Am Somebody”.  All of these intertextual 
references, along with the image of Bennett as a child, the fighting Cowboys and 
Indians, allow him to represent the extent to which his identity is imbued with the 
conflict of simultaneously inhabiting multiple positions within the postcolonial 
condition.  
 
These are all methods and ideas that I have employed and addressed through my own 
art practice.  Exploring the complexities of identity and autobiography has always 
been central to my own research and practice, and Bennett’s work has been an 
important reference point for me.  His work has allowed me to see the potential of 
using appropriation and the methods of de/recontextualisation for refiguring my own 
South African and Australian identities.  While I continue to find Bennett as well as 
other Australian Indigenous artists like Vernon Ah Kee and Richard Bell important to 
my explorations, I am also conscious that they predominantly speak to Australian and 
Aboriginal experiences that do not neatly align with my own.  Over the course of this 
research project, I have also come to recognise that while their methods of 
appropriation and pastiche challenge fixed subjectivities and contribute significantly 
to postcolonial discourses, there are also other ways of exploring the changing nature 
of the postcolonial condition.  For example, I have come to identify with a younger 
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generation of artists such as Dale Harding, Tony Albert and Reko Rennie who explore 
postcolonial experiences of identity and culture through more subtle means.  This new 
generation of artists provide new and developing alternatives to essentialist notions of 
identity and race that are crucial for the continued development of postcolonial 
discourse. However, it has also been important for my research and practice to engage 
with art practices that speak to global and diasporic experiences that strongly resonate 
with my interests in site, place and nationality.    
 
3.3 Latifa Echakhch 
Latifa Echakhch’s practice explores the complexities of her personal experiences and 
cross-cultural heritage.  Echakhch was born in Morocco and moved to France when 
she was three years old, where she was raised and spent her formative years.  Through 
her work Echakhch questions preconceived stereotypes, prejudices and 
generalisations about diaspora, immigration, otherness, cross-cultural relations and 
experiences.  She investigates specific cultural and social codes through broader 
historical and contemporary structures through more abstract and poetic gestures than 
Bennett.  She works with a wide variety of mediums including images, video, 
sculpture and text.  One of her primary creative strategies is to repurpose everyday 
objects including tires, carbon paper, envelopes, Persian rugs and bowler hats in 
installations.  She also maintains a conceptual and formal ‘conversation’ with 
minimalism and other post-war art to transform, de/recontextualise these conventional 
objects in order to draw out their socially, politically, historically and culturally 
loaded characteristics.    
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There are various characteristics of Echakhch’s practice that have informed this 
research project and developments in my art practice.  Of primary importance has 
been her ability to traverse and adapt to temporal and cultural contexts to articulate 
the complexities of global realities.  By doing so, she explores the complexities of 
diasporic experiences; experiences that result from the movement of people from their 
original homeland because of voluntary and involuntary influences such as 
imperialism, persecution, trade and labor.  Diasporic experiences often provide people 
with a ‘double perspective’ or ‘double frame’ that results from bi-cultural knowledge.  
In its positive expression, it encourages sensitivity towards the differences in cultures, 
places and communities (Demos 2009, 76).  This is particularly the case when, as 
Demos suggests, diasporic experiences have an intricate relationship with forms of 
creative multiplicity (Demos 2009, 75). Echakhch’s practice is exemplary of this.  Her 
work actively and consciously seeks to speak from a range of perspectives, addressing 
both culturally specific concerns, and those that traverse national and international 
socio-political debates.  This is particularly apparent in the two works À chaque 
stencil une revolution (For Each Stencil a Revolution) (2007) and Burst (2003)6, both 
of which have creatively and critically informed this research project. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  6	  Exhibited as part of Synchretic Attitude show at Silpakorn University, Bangkok.	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This figure is not available online. Please consult the hardcopy thesis available from the QUT 
Library. 
 
 
 
 
Figure 2: Latifa Echakhch, Detail view of À chaque stencil une revolution (For Each 
Stencil a Revolution) (2007) 
 
 
 
 
 
This figure is not available online. Please consult the hardcopy thesis available from the QUT 
Library. 
 
 
 
 
Figure 3: Latifa Echakhch, Installation view of À chaque stencil une revolution (For 
Each Stencil a Revolution) (2007) 
 
À chaque stencil une revolution (For Each Stencil a Revolution) (2007) juxtaposes a 
variety of references to temporal and cultural contexts in order to reconsider current 
postcolonial concerns.  In this work, Echakhch lined the walls with sheets of blue 
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carbon paper. These were doused in solvent so that the blue ink would cascade down 
the wall to form pools of ink on the ground.  Echakhch’s materials in this work are 
reminiscent of classroom activities, as well as the cheap methods used to make 
political posters as instruments of French political activism.  These associations of 
destruction and displacement are further complicated in relation to the other material 
elements of the installation; a number of burnt-out tires scattered in the space.  These 
tires recall the debris and aftermath from the violent political demonstrations or social 
rebellion that are both historically and currently relevant to Europe and around the 
world.    
 
The installation is exemplary in the way that it connects a range of concerns through 
visual and conceptual strategies.  Echakhch effectively draws political parallels 
between past and present through her adept visual and conceptual strategies that 
embrace inherent paradoxes and contradictions.  On the one hand, the work presents 
an intense field of rich blue ink, almost like an Yves Klein monochrome painting, and 
yet on the other hand, the work is conspicuous in its absence of content in the 
hundreds of A4 sized sheets that wallpaper the gallery. This material, of course, 
would normally contain information in text or image form.  This absence of detail is 
reinforced through the dripping and washing away of the ink, as if any potential 
political or educational message has already been washed away.   
 
An interesting element of Echakhch’s work, and one that has been fundamental in the 
development of my own studio practice, is that while the underlying message may be 
political, she does not necessarily deploy explicit or didactic political statements but 
rather abstract and poetic methods.  The reference to themes of social and political 
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unrest can be found in the materials as well as the title of the work, For Each Stencil a 
Revolution, which was appropriated from Yasser Arafat, a political figure who 
dedicated his life to negotiating Palestinian self-determination.  In an interview with 
senior curator Anne Ellegood of the Hammer Museum, Echakhch explains that “with 
all the events around the world (2012 and 2013) it was very messy…it is now 
interesting to look back to the potentiality of revolution now” (2013).  Echakhch’s 
main strategy in raising these questions is to repurpose and recontextualise everyday 
objects and materials, in order to question the rhetorics of political antagonism, our 
relationship with past events, and the potential obsolescence of past ideas of political 
activism. 
 
Echakhch’s ability to make connections between past and present concerns has been 
very useful for my own practice.  Her examples enable me to consider how artists can 
continue the legacies of early postcolonial critique without necessarily using didactic 
and oppositional strategies.  She is able to create poignant political messages through 
the ‘disguises’ of subtle gestures and manipulations of found materials.  Political 
messages are implicated through her deft navigation of conflicts and complexities, 
rather than bombastic confrontations.  Her work exemplifies what Bourriaud 
describes as a practice that “entails a commitment to values, a space traversed by 
conflicts, by wagers with consequences for the future” (Bourriaud 2009a, 80).  She 
achieves this by strategically linking difficult political questions with real materials 
and everyday objects to signal new ways of engaging and understanding them.    
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This figure is not available online. Please consult the hardcopy thesis available from the QUT 
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Figure 4: Latifa Echakhch, Installation view of Burst (2003)  
 
 
 
 
 
This figure is not available online. Please consult the hardcopy thesis available from the QUT 
Library. 
 
 
 
 
 
 
Figure 5: Latifa Echakhch, Detail view of Burst (2003)  
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Echakhch’s work Burst (2003) is another example that explores what Demos 
describes as ‘double frame/experience’ (2009, 76).  Burst, consists of hung open 
envelopes placed at different heights and spacings along the gallery wall.  The airmail 
envelopes were addressed to Latifa Echakhch C/O AFAA, Paris, and on the back, also 
addressed to Echakhch but at a different address: C/O Alliance Française, Bangkok.  
Above each envelope was a nine-millimetre hole that had been drilled into the wall. 
The corresponding envelope was filled with the sandy deposits from the holes’ 
drilling.7  The holes and envelopes scattered along the wall allude to a trail of 
machinegun bullet holes from a firing line execution.  In this work, Echakhch was 
responding to the violent anti-drug campaign exercised by the Thai government to 
target drug dealers and users with punishments of extrajudicial execution8.  However, 
the sand-filled envelopes also suggest souvenirs of idyllic beach holidays and 
postcards: connecting with a common view of Thailand as a tourist haven.  By doing 
so, Echakhch calls on various references to implicate the tourist industry with the 
‘clean up Thailand campaign’.   
 
Echackch further explores these concerns by also implicating issues of international 
terrorism and national security.  At the end of the exhibition the envelopes were due 
to be sent by diplomatic post to herself in Paris from Bangkok.  Using diplomatic post 
was a way to avoid the increased levels of searches and security barriers that have 
developed in the context of international terrorism (with threats of terrorism through 
Anthrax and plane hijackings).  The action of sending a package filled with the sandy 
contents in standard civilian post would result in searching and confiscation, however 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7This technique is a widespread technique in installing exhibitions as to avoid dirtying the floor 
while hanging works of art on the walls. 
8 The policy was active prior to and during the exhibition, resulting in 1500 executions over the 
three-week period 
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in diplomatic post she received the envelopes without complication (Le Showroom 
2005, 5).  In this way, she questions the troubling idea that government officials do 
not have to follow the same rules as civilians, yet they have the ability to create 
policies that result in executions.  This work highlights the contradictions and 
paradoxes that continue to permeate through ideologies of power that control border 
crossing, international and national security, human rights and even tourism.  
 
The key aspect of both of these works is the way that Echakhch connects historical 
and current concerns with political questions through subtle creative strategies and 
seemingly simple gestures. Where the postmodern practices of Gordon Bennett and 
others have been very useful in informing my creative strategies, it is artists like 
Echakhch that I find increasingly interesting for their innovative, dynamic and 
multifarious approaches to art practice.  In the context of this research project, these 
have become important strategies for rethinking how to actively and creatively engage 
with my own ambivalent postcolonial experiences.  In the next chapter, I will examine 
how these ideas and strategies have impacted on my own creative practice. 
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CHAPTER FOUR: CREATIVE PRACTICE 
In this chapter I will analyse how postcolonial discourses inform my own creative 
practice. Through these creative explorations, my understanding of postcolonial 
conditions and my own diasporic experiences have expanded.  This is most evident in 
the conscious shift from methods and ideas that aligned with first generation 
postcolonial concerns to now actively investigating the intersections between my own 
experiences and the phenomena of the globalised world.  The artworks — whether 
resolved or still in development — are detailed in this exegesis to demonstrate how 
they have evolved across the course of this project.  In the context of this research 
project, I have used the art practice to specifically experiment with and develop 
different modes and methods of working that help me consolidate existing ideas and 
provide stimulus for ongoing investigations.  In this chapter, I will trace how the 
studio research unpacks and utilises methods of heterogeneity, hybridity and 
multiplicity as ways to explore my own ambivalent diasporic experiences.    
 
4.1 So We To 
So We Too was the final artwork I made as part of my Honours study in 2010. 
Through its subsequent reworking for exhibitions, it formed an important bridge to 
the beginning of this Masters project in 2011.  I would like to begin by discussing this 
work because it is particularly important in the development of my creative practice. 
It signalled the potential to approach the complexities of the postcolonial condition 
through playing and linking them with materials and form.  I made So We Too after 
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consecutive trips to Cape Town to visit my family.  I wanted to use these trips as a 
starting point to explore my experiences of encountering the Cape Town townships.  
The work is an assemblage of small wax shacks reminiscent of shanty-town living 
structures. They are arranged and displayed on a highly reflective sheet of white 
acrylic (6x4 feet).  The surface of the acrylic provides a mirrored image of the shacks 
on its surface; an illusion that makes the shacks appear to hover in space.  In making 
this work I explored the formal qualities and materiality of the wax as a way to 
address my paradoxical responses to the townships: as places of people’s homes and 
communities, but also places of inherent social, political and historical complexity.  
Of particular interest were the qualities of luminosity and the delicacy.  They evoked 
notions of the celestial and the spiritual, as well as a sense of refinement and 
preciousness within the shacks, which seemed to create a tension with the dilapidated, 
messy subject matter.  In many ways, I was trying to respond to the direct and 
residual effects of Apartheid regimes as well as those of transnational corporations, in 
particular FIFA9, but in a way that paid tribute to the care and detail local people 
place in these domestic structures.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  9	  When	  I	  travelled	  to	  South	  Africa	  in	  2010	  preparations	  were	  taking	  place	  for	  the	  FIFA	  World	  Cup.	  	  A	  campaign	  of	  ‘cleaning-­‐up’	  of	  the	  country	  was	  taking	  place,	  which	  meant	  in	  some	  cases	  brick	  walls	  were	  constructed	  to	  hide	  the	  townships	  —	  removing	  the	  ‘eyesores’	  from	  the	  festivities	  of	  the	  Cup.  	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Figure 6: Installation view of So We Too (2010) at The Block 
 
Figure 7: Detail view of So We Too (2010) at The Block 
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This work has been important for me because it opened up a mode of working that I 
was previously unaware of, and has led to subsequent developments in how I 
approach my practice.  At the time of making this work, my central concerns were 
related to identity politics.  I had focussed specifically on my position of racial and 
cultural hybridity as a position of otherness, and I employed quite didactic and 
oppositional approaches to representing the postcolonial condition.  For example, in 
works such as My Names: The Perpetual Paradox of Otherness (Nigger, Coon, Wog, 
Musso, FOB) (2011) (Fig 8) and I’ve Always Wanted to be a Coon: Context is Crucial 
(RSA 01/01) (2010) (Fig 9), I reappropriated racial slurs and black face imagery in 
order to destabalise and deconstruct their problematic ideological foundations and 
structures (see figure 1 and 2).  However, I have come to recognise that in making So 
We Too I was relying less on oppositional modes of critique, and more on the 
potential evocations that the material and formal properties could bring to the work.   
 
This marked an important shift for me in moving from direct and antagonistic 
approaches to more subtle methods that still allowed me to deal with my conceptual 
interests in experiences of otherness and marginalisation.  At the time I found this 
shift quite disconcerting and perplexing, but it was this feeling of unease that has led 
me to reconsider my ways of making throughout this research project.  As a 
consequence, many of the creative outcomes I have made over the course of this 
project have focussed on experimenting with different processes and approaches to 
making.  While some works have been resolved for exhibitions, my aim has been to 
privilege process over artefact, and to channel my conceptual concerns and personal 
experiences through forms, materials, objects, images and installations.   
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Figure 8: Installation views of My Names: The Perpetual Paradox of Otherness 
(Nigger, Wog, Musso, FOB, Coon) (2010) at Fresher Cunts. 
 
 
Figure 9: I’ve Always Wanted to be a Coon: Context is Crucial…And Irrelevant (RSA 
01/01) (2010) 
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4.2 Traces of Colour (RSA) 
Traces of Colour (RSA) (2011) was the first work I made as part of this Masters 
project.  It was produced as an accompanying work to So We Too for the Fast Friends 
exhibition at Brisbane Institute of Art.  In making this work, I wanted to explore how 
a specific space can elicit particular social, political and psychological associations.  
When I had visited District 610 and the District 6 Museum in Cape Town I was struck 
by how an empty plot of land could represent the ideologies and legacies of Apartheid.  
District 6 was a former inner-city suburb, where over 60,000 of its inhabitants were 
forcibly removed during the 1970s by the apartheid regime.  On my travel back to 
Cape Town, I discovered that I had family that had lived there and were affected by 
these events.  This prompted me to examine how these legacies might be ‘hidden’ or 
concealed as memories within such a space. 
 
As a response to these ideas, Traces of Colour consisted of three different sized 
rectangular white acrylic boards (as used in So We Too).  Pins were driven into the 
surface to form clusters and erratic formations that, when connected with white elastic 
string, produced one, two and three-point perspective drawings of the urban landscape 
of District 6.  In the exhibition, I presented the ‘object drawings’ on plinths (around 
the shacks of So We Too) so that the viewer could look down and move around them 
like a map on a table.  I also exhibited an accompanying video called Welcome to the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 District 6 was a cosmopolitan inner-city Cape Town made up of blacks and coloured residents 
(primarily Cape Malays and Xhosa) that became a casualty of Group Areas Act during the 1970’s.  
The Group Areas Act was a policy of the Apartheid regime that excluded non-Whites from living 
in the most developed areas, which were restricted to Whites.  As a result forced removals were 
enforced and the removal of 60,000 people who were forced to the Cape Flats to townships and 
informal settlements.  And subsequently the district was bulldozed and destroyed and remained a 
vacant space of prime real estate until well after the end of Apartheid (see figure 3).  I was 
particularly interested in the area because I had family that lived there and some of their stories 
were displayed in the museum, so it was an experience of learning about my family ties.      
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Jungle, which used slowed down footage appropriated from a YouTube video that 
documents a tour of a Cape Town township.  
 
 
 
Figure 10: Installation view of Traces of Colour and video still of Welcome to the 
Jungle (2011) at Brisbane Institute of Art 
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Figure 11: Detail view of Traces of Colour and still from video Welcome to the 
Jungle (2011) at Brisbane Institute of Art. 
 
By using these different working methods and formats in concert, I wanted to draw 
out narrative connections in ways that implicated historical contexts within the 
present.  The material connections between So We Too and Traces of Colour also 
enabled common formal associations to emerge, through the juxtaposition of 
contrasting elements of purity and order with disorder and decay.  However, more 
importantly, the differences between the works also allowed tensions to emerge.  This 
was most notable in the contrast between the physicality, monumentality and almost 
celestial presence of the shacks in So We Too, and the starkness and the partial 
presence of form within the abstract spaces of Traces of Colour.  These tensions as 
well as the slow motion video documenting a tourist’s perspective of the townships 
questioned the ways that districts such as this are represented.  These elements also 
allowed me to explore my own conflicting personal associations with the area.   
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This exhibition of Traces of Colour illuminated two important and interrelated ideas 
that would become key interests throughout this research project.  Firstly, the work 
emerged through my attempts to understand how I was experiencing the townships 
and District 6 through my own ‘diasporic lens’.  More specifically, this involved 
recognising my paradoxical position of being both an “insider” and an “outsider” — 
being a tourist but also having a deep familial connection to Cape Town and its social, 
cultural, political and historical conditions.  This paradoxical position was especially 
striking through the combined experiences of visiting the empty plot, visiting the 
museum where I learnt about my ancestors, and hearing stories directly from family.  
Through this work I wanted to convey my desire to understand the implicit social, 
cultural and historical factors in relation to my own position and family connections. 
The second important aspect of this project was my conscious utilisation of 
heterogeneous approaches to making work.  In trying to draw out multiple 
experiences, readings and associations, I wanted to work through a variety of formal 
approaches that both literally and conceptually incorporated multiple perspectives. 
This approach to practice has parallels to how artist Matthew Darbyshire describes his 
heterogeneous creative methods:   
at once disparate and uniform in their composition; all 
incorporate heterogeneous design elements from the past, 
present, here and elsewhere, and at first glance appear unified 
by aesthetics which upon further contemplation hopefully 
unfold into explanation, critique and analysis of both their own 
personal attributes and each other’s. (2009, 91)   
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Becoming conscious of my own multiple approaches were paramount in making this 
work.  My aim was to encourage the viewer to decipher the connections between 
separate formal elements. and in doing so, to reconsider the townships in relation to 
their social, political and historical contexts.  These concerns led me to undertake 
further studio research and consider my diasporic experiences and positions as central 
aspects of the studio practice.  Important subsequent projects such as Virtual 
Frontiers (discussed later in this chapter) have attempted to extend these methods 
further, while my collaborative practice with Daniel Herberg has also become an 
important creative strategy to explore the multiplicities and paradoxes of postcolonial 
experience.  
 
4.3 Collaboration: Other Projects  
Collaboration has been a crucial aspect of my studio practice and research as part of 
this Masters project.  Since 2010, I have had an ongoing collaborative practice called 
Other Projects with Daniel Herberg.  The collaboration evolved out of our Honours 
studio, where the contingencies of sharing a studio space began to naturally inform 
each other’s work.  Through informal studio discussions we came to realise that we 
had very similar creative interests and personal backgrounds, especially our desire to 
explore aspects of socialisation, culturalisation and diasporic experiences.  Daniel was 
born in Australia but lived in Sweden from two to thirteen years old, after which, his 
family moved back to Australia.  These experiences have informed his individual 
practice, primarily through ideas of translation that are directly linked to his bilingual 
experiences, subjectification and shifts in cultural codes, and spaces of indeterminacy 
through experiences of being in-between cultures.  In these ways, Daniel’s individual 
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interests, experiences and practice intersect with my own.  They have therefore 
become fundamental to the ways we make and analyse in a discursive, poly-vocal 
space as part of our collaborative practice.   
 
This shared space of collaboration has helped me to open up and expand the ideas and 
methods that have been crucial to my solo practice.  Many of the ideas I have 
developed through my research into postcolonial conditions and art practices have 
manifested in the collaborative space of working with Daniel.  For example, our 
collaborative practice, by its very nature, operates in a space of contingency, 
indeterminacy, hybridity and heterogeneity.  Because of this, our collaborative 
practice consciously allows chance and discursivity to play active roles in our 
working process.  Our collaboration works in the way Charles Green describes as the 
most general sense of the “fusion of voices” and a cross-fertilization of ideas (2001, 
xv).  Daniel and I generally bring our individual ideas to the collaboration and 
through dialogue and making processes we find that our individual voices synthesise. 
Working in this collaborative environment has been informative in helping me 
recognise the importance of incorporating shared dialogues and spontaneity to inform 
my work.  This has allowed me to resist the introspective and subjective ways of 
working that I am accustomed to, actively enabling multiple perspectives and voices 
to be promoted through collaboration.  This has allowed me to explore postcolonial 
debates and conditions in unforseen ways.   
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4.3.1 Effigies  
 
Effigies (2012) is a collaborative work that exemplifies these modes of working.  This 
work began with Daniel’s interest in the inherent ambiguities of the police sketch 
process.  Daniel saw this process specifically in relation to his ideas of translation as a 
complex combination of memory, mimicry and difference.  Producing an accurate 
facial composite relies heavily on eye-witness accounts and descriptions, as well as 
the skills and subjective decisions of the artist.  By looking through a range of police 
sketch images, we developed shared interests in both the formal properties of the 
sketches, and conceptual questions of translation.  Whether created by a trained police 
sketch artist, interchangeable templates of separate facial features or computer 
generated facial composite images these drawings often conveyed little resemblance 
to a ‘real’ subject.  Instead, these sketches looked like caricatures with exaggerated 
facial features and oddities.  In making Effigies, we collected a number of these 
images and reproduced them in pencil, charcoal and graphite, paying attention to their 
stylistic variations, whether highly detailed renderings or quick sketches, exaggerated 
caricatures or realistic illustrations.   
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Figure 12: Installation view Effigies (2012) at Metro Arts   
 
Figure 13: Detail view of Effigies (2012) at Metro Arts 
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Through this process, we began to recognise that the images also elicited notions of 
representation and misrepresentation, stereotyping and profiling, especially according 
to categories of class, race and gender.  We were particularly interested in the ways 
that the police sketch format carries negative and criminal connotations through 
shared formal properties, that emphasised a standardised format of centralised face 
and deadpan expressions that resembled prisoner mugshots.  These realisations were 
further striking to us because our image archive also contained images of victims as 
well as colonial and postcolonial subjects.  The formal consistencies among these 
images seemed to expose a layer of racial profiling and stereotyping.  For example, 
alongside the police sketches, I had accumulated a collection of images of South 
African slaves and political prisoners in the same format as the police sketches.  By 
looking closely at the images, we recognised that they emphasised principles of social 
and racial purity, with connections to ethnography, criminology, anthropometry, and 
in particular physiognomy11.  In these ways, facial classification were implicated in 
processes of social categorisation and cleansing according to visible traits of 
criminality, mental deficit, neurasthenic and vocational nonconformity (Revell, 
Willey & Oltermann 2007, 1).   
 
In making Effigies, we wanted to emphasise the problematic nature of such images 
and illuminate notions of mis/representation, ideologies of otherness, and 
preconceptions and prejudices based on appearances.  As well as the police sketches, 
we collected conceptually ‘loaded’ objects and images that opened up potential 
formal and conceptual connections to the police sketches.  These included a cow 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Physiognomy is the assessment of a person's character or personality from his outer appearance, 
especially the face.  	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brander (implying a slave brander), images of slaves holding identification number 
cards, lists of political prisoners and their crimes, sign-in cards, forms and register 
books for prisoners detailing signatures and identification numbers, and a black and 
white painting of three slave branders.  All of these elements were arranged and 
displayed with the drawings in display cases.  This presentation strategy attempted to 
find a unifying presentation mode, like a museum display, where we could both 
render equivalences and connections between the separate elements, as well as evoke 
multiple perspectives, multiple viewpoints and multiple modes of representation.  
 
This work has been a particularly important step in developing my collaborative 
practice with Daniel.  This work enabled us to engage with studio processes that 
combined both shared and independent research and making.  For me, this amplified 
and extended the space of indeterminacy that I was interested in as part of my solo 
practice and research.  By meeting every few days to share and discuss our research, 
the work consciously engaged with processes of collecting, discussing and selecting 
source material and objects.  Again, this was a strategy to highlight the multiple 
voices and perspectives operating in the work.  By working independently and 
together on a shared project, we were able to collect a broad range of resources that 
we could then selectively add or remove according to the formal and conceptual 
connections that emerged.  Bringing disparate elements together in a uniform 
museological presentation allowed for critical intersections and slippages to occur 
between elements.  For instance by creating formal equivalences between police 
sketches and objects (brander and book), it opened up a way to experiment with the 
museological framing methods that could be used to create new meanings and 
associations.  This approach was experimental for our collaborative practice, and it 
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has opened up methods for us to present hybrid and multiplicitous works that 
critically engage with issues of mis/representation, stereotyping and profiling that 
continue to persist.  These insights have also informed the development of my solo 
practice and research by furthering my interest in framing devices and mechanisms as 
ways to destabilise existing conventions of representation. 
 
4.4 Virtual Frontiers: As Sure as God Made Little Green Apples (2012) 
Virtual Frontiers: As Sure as God Made Little Green Apples (2012)12 is a collection 
of works that I developed over the duration of this Masters project.  I worked on its 
various elements consistently for approximately a year and a half before exhibiting it 
as a solo exhibition at Current Projects, Brisbane.  As an installation, Virtual 
Frontiers featured a large vinyl banner, painted gallery architecture, found objects and 
painted sculptural elements.  At the end of the gallery space, I hung a three by two 
meter banner showing an image of a man sitting at the edge of a Cape Town township.  
The gallery floor and half way up the walls were painted with a black and white 
Hermann grid to create a disconcerting illusion whereby ‘ghostlike’ white discs seem 
to appear at the intersections of orthogonal white bars on the black background.  
Arranged around the space were five blue painted bricks, each with one or two 
colonial figures placed on it.  At the entrance to the space, also propped by two blue 
bricks, was a sheet of corrugated iron that had been painted pink with the word 
Amagwinya stencilled on it and a Marcus Garvey inspired, Back-to-Africa flag 
underneath the text.     
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  12	  The	  title	  refers	  to	  a	  quote	  by	  Malcolm	  X	  in	  the	  context	  of	  his	  discussions	  on	  equal	  rights	  for	  African	  Americans.	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Figure 14: Installation view of Virtual Frontiers: As Sure as God Made Little Green 
Apples (2012) at Metro Arts  
 
 
Figure 15: detail view of Virtual Frontiers: As Sure as God Made Little Green Apples 
(2012) at Metro Arts  
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Figure 16: detail view of Virtual Frontiers: As Sure as God Made Little Green Apples 
(2012) at Metro Arts  
The ideas, materials and forms of the installation developed out of some very simple 
explorations of Cape Town through the panoramic images of Google Earth Street 
View.  From my home in Brisbane, I was searching for my Grandparents’ house in 
the Cape Town suburb called Grassy Park and nearby suburbs, such as Parkwood and 
Lavender Hill.  These suburbs are typically not entered by visitors, as they are 
considered dangerous and out of bounds for outsiders.  From my perspective, it was 
interesting that while we would not enter the neighbourhood physically in a car, 
Google Earth had attempted to map these areas, albeit in partial ways.  By searching 
through these neighbourhoods on Google Earth, I noticed a number of anomalies in 
the images.  Firstly, I found that I could only view the informal settlements that were 
built next to more established suburbs.  When attempting to navigate my way further 
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into the township I was limited to areas that had been mapped by Google Earth.  In 
addition, the images often appeared to skew and distort at the edges of the 
townships.13  Secondly, I began to notice that people’s faces, license plates and street 
numbers were blurred to protect the privacy of the residents of the area.  However, 
because this blurring is conducted using computer algorithms, a number of anomalies 
were evident.  For example, Colonel Sanders’ face in a KFC advertisement, rubbish 
bins, other advertisements, murals and generally anything oval shaped with marks that 
resembled facial features, or text that resembled license plates were also distorted.  
These examples of skewing and blurring were the starting points for a series of 
experiments and searches to explore the Google terrain in more depth.   
 
My initial interest in these images was sparked from thinking about how the skewing 
and distorting gave rise to instabilities in the images.  For me, this was particularly 
compelling in relation to the content and ‘loaded’ nature of the imagery.   I was 
interested in how the simple limitations and anomalies of the Google maps conflated 
notions of ‘exclusion’, otherness and marginalization, these visual distortions 
highlight the socio-political, historical and cultural implications of post-Apartheid 
South Africa and the ethics of the transnational company Google.  I began to develop 
an archive of these images by using the screenshot function on my computer, without 
a predetermined application or outcome for them in my work.  At first I tried collating 
and displaying them in various ways, but was apprehensive about over-emphasising 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 I was unaware that Google Earth was the result of stitched images from photographs taken from 
the Google maps cars, tricycles and snowmobiles that were mounted with cameras and manually 
drove through neighbourhoods.  This led me to understand the limited view of the townships, as 
the cars would not safely be able to enter and drive around.  
	  	  	   69	  
the journalistic, anthropological or voyeuristic perspectives of the images14.  For me, 
it was more interesting to try to find a way of using these images to their connections 
to my own ‘diasporic lens’.  
 
As with much of the source material I work with, I had an ambivalent personal 
relationship with these images.  On the one hand I had strong sense of familiarity with 
the images because of my family connection to some areas, but they also seemed to 
reinforce a sense of detachment.  This was particularly evident when navigating the 
different areas; while I was able to explore some suburbs I would be denied access to 
other areas, which seemed to reflect the feeling of being at home, yet being a ‘tourist’. 
Exploring this ambivalence was the driving factor in my studio experiments.  First, I 
printed large numbers of the images at standard photo size and tested the effects of 
displaying them in repetitive, serial formations.  I also explored changes in scale, 
focussing in on details within the images such as the blurs and distortions, as well as 
using text and showing the Google navigation screens15.  I tried depicting the images 
as if they were photos that I had taken myself by removing the Google references.  
However, none of these attempts seemed to fully explore the potential complexities of 
my ambivalence.  At the same time, I had been researching the work of South African 
artist Mary Sibande and works from her Long Live the Dead Queen project that 
featured 19 giant building-wraps in the inner city of Johannesburg from June 2010 
until the end of January 2011. As a formal reference to her work, I decided to enlarge 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14  Please refer to the folio of works on the CD accompanies this document.   	  15	  Please refer to the studio experiments Out of the Darkness (2012), Nature of Being (2012) and 
Abstraction of Being (2012) on the CD accompanies this document.   	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an image and print it as a vinyl banner.  I was interested in how this might impact on 
reading the image, specifically through a more visceral or immersive experience of 
the image.  In this way, I wanted to use the image to evoke the sense of a space to 
enter, as well as call on the associations of a familiar advertising format.  Once I had 
the banner printed, I was struck by its physicality and potential to be experienced as 
both an image and an object.  Although this process took a long time, I can now see 
how the struggle to translate my ambivalent relationship with the images into my 
work was formative in the development of the final exhibition.  In a sense, this was 
how I became more conscious of what kinds of effects and points of emphasis I was 
prioritising in my work. 
 
 
 
This figure is not available online. Please consult the hardcopy thesis available from the QUT 
Library. 
Figure 17: Mary Sibande, Long Live the Dead Queen (2010) Johannesburg 
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This figure is not available online. Please consult the hardcopy thesis available from the QUT 
Library. 
 
 
 
 
Figure 18: Mary Sibande, Long Live the Dead Queen (2010) Johannesburg  
 
Although not a strict or absolute conclusion to the ideas and questions that initiated 
this research project, this exhibition has been an important step in developing my 
understandings of creative and critical methods.  Through the process of working with 
these images, I came to realise that my primary concern was in replicating the 
personal and ambivalent experiences I had through encountering these townships both 
in person and through the mediated form of Google Earth.  In a sense, I wanted to 
replicate or induce my own feelings of being both an insider and an outsider, as well 
as the conflations of detachment, sympathy, complicity, empathy and fear that 
continually inform my postcolonial, diasporic subjectivity. In order to do so, I wanted 
to render the viewer as a voyeur, but I also wanted to destabilise this ‘all-seeing’ 
position.  This was the function of the Hermann grid as an installation element.  Its 
dizzying illusory effects were an attempt to prevent the viewer, literally, from being 
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able to maintain a stable gaze.  While the Hermann grid was the central strategy to 
simultaneously equalising and destabalising the viewer and the installation, there were 
additional strategies that I employed to prompt multiple and destabalised ways of 
looking. 
 
The selection of objects in the installation were repurposed and recontextualised to 
convey the way I wanted the viewer to read the work.  I had been interested in the 
colonial figures since a 2010 trip to South Africa.  The figures were from the Ivory 
Coast, Africa but were sold as souvenirs and collectables at local markets and airport 
stores such as Out of Africa.   They are colourfully painted wooden carvings of 
Africans or Europeans in Western attire.  The different ‘costumes’ - doctor, colonial 
member, tourist - mimic the posture, clothing and various accoutrements of colonial 
the figures.  They represent the interracial contact between British and French 
Colonisers.  Originally the carvings were for Indigenous use to represent a person’s 
“spirit mate” in the other world, functioning neither as a replica of a European nor of 
a wish for European other-world lover, but rather a desire to exhibit signs of success 
or status that characterise a White-orientated or –dominated world (Marcus & Myles 
1995, 161).  In this manner, I felt that the carvings could also function in a manner of 
mimicry as described by Homi Bhabha that it is close to mockery, since it can appear 
to parody whatever it mimics. And as such, these objects have the potential to point to 
cracks in the certainty of colonial dominance, an uncertainty in its control of the 
behaviour of the colonized (Ashcroft, Griffiths & Tiffin 2007, 125).  I had taken a 
series of photographs of them in a shop front16 but I had not been sure of how to use 
them.  When my parents visited Cape Town in 2012 I asked them to buy me some of 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 Please refer to the works Out of Africa (2010) on the CD accompanies this document.  	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these figures so I could use them in the studio.  I wanted to explore in more detail the 
way that the carvings were souvenirs, but also represented a history of colonisation.  I 
could see connections to Homi Bhabha’s discussions of the ambivalent relationships 
between colonisers and colonised that have the potential to be drawn out and 
complication by using forms of mimicry (Ashcroft, Griffith & Tiffin 2005, 123).  The 
carvings function “neither as a replica of a European nor of a wish for European 
other-world lover, but rather a desire to exhibit signs of success or status that 
characterise a White-orientated or –dominated world” (Marcus and Myles 1995, 161). 
 
By using these in my work, I wanted to recontextualise the carvings to convey the 
problematized functions of such souvenirs.   I specifically wanted to address notions 
of the ‘exoticised’ African object, signifiers of ‘authenticity’ and the way these 
particular objects combine both traditional and ‘touristic’ representations.  I wanted to 
address the cultural significance of these objects, and the ways they could be 
provocative indicators of the formation and transmission of meaning, identity and 
memory across cultural boundaries at particular times and places (Poulter 2011, 267). 
 
Formally, the carving’s bright greens, reds, blues, pinks and yellows were identical to 
the colouring in the images from Google Earth. This formal relationship directly 
influenced my making of the corrugated iron work and the bricks, both of which were 
sourced from my Google Earth image archive.  The corrugated iron was a staple 
feature in the imagery as the main material of the makeshift homes, but also as 
signage for food, petrol and mobile phones.  My work used a sheet of corrugated iron 
to replicate some of the signs for food.  Across the top of the sheet, I painted the word 
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Amagwinya – which is a kind of bread that is served with curry inside it (also known 
as a vetkoek, translated fat cake).  The graphic renderings of the text and its 
decontextualisation for an Australian audience operated as a kind of ‘coded language’ 
to destabalise the viewing patterns of gallery visitors.  Underneath the text, the Back-
to-Africa17 flag alluded to Africa as a kind of utopia for emancipation —‘the 
motherland’— regardless of situation.  I wanted the corrugated iron to function 
paradoxically as both a seemingly innocuous formal feature (with its cursive text and 
garish pink paint) yet juxtaposed with the direct reference to political and anti-
colonial sentiments (in particular the way African-Americans looked to a utopian 
Africa for a better life, not only to escape oppression but for familial connections and 
a true connection to people and ‘place’18). Central to this juxtaposition, I wanted to 
present the notion of Africa —beyond the stereotypes, poverty and news of the 
violence—as a beautiful, utopian Africa that an outsider may not understand. My use 
of bricks was also influenced by the Google imagery.  These kinds of blocks are 
prominent featuring in homes as ways to hold down tarpaulins or signage.  In the 
installation, the bricks operated primary as mock-plinths that unified the disparate 
installation elements.  The inclusion of these objects, materials, text and colours and 
their direct connections with the large printed image of the township was an important 
way that I attempted to replicate the ‘back and forth’ and ‘insider and outsider’ modes 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  17	  A	  movement	  started	  by	  Marcus	  Garvey	  in	  1914,	  The	  Back-­‐to-­‐Africa	  movement	  was	  a	  version	  of	  a	  Black	  nationalist	  movement	  that	  was	  founded	  on	  an	  emigration	  sentiment.	  	  The	  movement	  encouraged	  those	  of	  African	  descent	  that	  lived	  as	  minorities	  in	  poor	  living	  conditions	  under	  colonial	  rule(predominantly	  African-­‐Americans	  but	  also	  had	  followers	  Caribbean,	  Africa,	  South	  America,	  and	  Great	  Britain)	  to	  return	  to	  the	  African	  homelands	  of	  their	  ancestors	  for	  self-­‐emancipation	  and	  as	  a	  positive	  uplifting	  movement	  for	  blacks.	  	  	  18	  This	  idea	  of	  Back-­‐to-­‐Africa	  is	  a	  sentiment	  that	  also	  resonates	  with	  me	  personally.	  	  Specifically	  back	  to	  South	  Africa	  has	  been	  a	  source	  of	  my	  ambivalence	  throughout	  my	  life.	  	  I	  have	  wanted	  to	  return	  to	  South	  Africa	  —to	  family,	  to	  the	  culture,	  to	  where	  people	  look	  like	  me—	  but	  I	  am	  not	  socialised	  to	  South	  Africa	  with	  its	  many	  dangers	  and	  different	  ‘codes’	  of	  living.	  	  	  However,	  it	  is	  always	  a	  deep	  and	  conflicted	  desire..	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of looking that I personally experienced through the Google imagery and being in 
South Africa.   
  
This installation and the works I have created over the course of this research project 
have provided important formal and conceptual strategies for continuing to develop 
my practice into the future.  I have come to understand how ambivalence, hybridity 
and multiplicity can be incorporated through the practical, formal and conceptual 
methods of my art practice.  Understanding the potentials of actively working with 
my own diasporic experiences and the evocations of images, materials, objects, 
colours, texts and installations has been a major step in my practice. These are 
important insights that I will use as I continue to search for new evocative ways to 
explore the ambivalent realities of contemporary postcolonial conditions.  
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CONCLUSION 
This practice-led Masters project has critically and creatively explored the complex 
changing characteristics of the postcolonial condition.  It has sought new ways to 
understand and navigate postcolonial experiences through the discursive forms and 
languages of contemporary visual art.  This research has been driven by my desire to 
more fully understand my personal diasporic experiences as well as racial and cultural 
hybridity within broader postcolonial discourses.  I began this research by tracing the 
historical lineage of critical debates initiated by key postcolonial thinkers.  Edward 
Said’s critique of representation, Gayatri Spivak’s analysis of marginalisation and 
Homi Bhabha’s understandings of ambivalence and mimicry became foundational 
concepts for this research project.  These ideas were further discussed in relation to 
postcolonialism’s complicated interconnected relationship with globalisation and its 
subsequent challenges for marginalised and diasporic people.  In this exegesis, I have 
foregrounded the pervasive and complex nature postcolonial discourses, and argued 
that Dawn Duncan’s more recent understanding of the field helps articulate and 
navigate the complexities, ambiguities, indeterminacies and ambivalences of 
contemporary postcolonialism.  Duncan’s model has been important to this project in 
providing a way to understand how identity constructions, socio-political contexts and 
operations of representation are all intricately implicated in postcolonial discourses.          
 
In tracing this theoretical context, I have also argued that creative practice and 
practice-led research play important roles in investigating the discursive and elusive 
nature of the postcolonial condition.  My analysis of the relationships between 
postcolonialism, globalisation and art practices led me to identify notions of 
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heterogeneity, multiplicity, diversity and ambivalence as important methods in 
creatively exploring contemporary global experiences.  By examining the art theory 
of Nicolas Bourriaud and Okwui Enwezor, as well as the art practices of Gordon 
Bennett and Latifa Echakhch, I have been able to articulate different artistic 
approaches to addressing postcolonial conditions.  Crucially, these have informed my 
own creative practice by providing insights into a range of practical, formal and 
conceptual approaches to making art in contemporary global contexts.  In this regard, 
practice-led research has been my paramount methodology.  It has allowed me to 
actively engage with the overlaps, slippages, ambiguities and interconnectedness 
between a variety of creative and critical discourses.  In the discussion of my own 
creative practice I foregrounded the importance of process over artefact.  This has 
been an important strategy in not only better understanding my studio processes, but 
also in acknowledging the potential for creative experimentation to engage with and 
challenge the complexities encountered at the intersection of contemporary art and 
postcolonial discourse.   
    
My initial aim in beginning this project was to gain a better understanding of my art 
practice and its relationship with creative, academic and theoretical contexts.  My 
research has led to a number of developments in my own artistic practice and in my 
understanding of the key fields of postcolonial theory and contemporary art.  The 
study has opened up new directions in my practice and reinforced my deep 
commitment to processes and modes of working that enable creative and critical 
responses to ambivalent and diasporic experiences in the contemporary globalised 
context.    
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